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ABSTRACT 
 
 
While examining some of the dark, chaotic, destructive issues that exist on 
a global level, I see an opposite movement actively emerging as a means to 
counteract, mend, and create new patterns of non-violent communication. This 
change is an opening to new beginnings. Opening, expresses this concept 
through iconography, the use of symbols, which opens an internal and external 
dialog with the viewer, through incorporating text, and through portraits of 
contemporary leaders who are devoted to peace-building work. Members of the 
community have also expressed this desire to open themselves up to these 
possibilities, through their written intentions and dreams, which are continuously 
woven into the work. This exhibition mostly consists of installation works, 
sculpted from clay; but it also includes mixed media additions, such as paper, 
fiber, charcoal, relief prints, earth and stones. 
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PROCESS, MATERIALS AND METHODS 
 
 
 
I use predominately organic materials such as clay, cotton fabrics, string, 
charcoal, oxides, and paper. I am especially drawn to working with clay, for its 
tremendous malleability and its capability of taking on just about any form and 
texture. I am fascinated with how clay originated as a decomposed igneous rock, 
transformed by millions of years of being impacted by the weather, water, wind, 
sun, animals and plants. While I enjoy working with variety of clay bodies, these 
works are primarily made from white stoneware. It has a higher percentage of 
ball clay, which having a very fine particle size, is extremely smooth, and highly 
plastic. The clay has been fired to 2167° (cone 6). I enjoy the challenge of taking 
on a new clay body and learning to work with it, despite its characteristics; it 
reminds me of our interpersonal relationships.  
My ceramic sculptures are formed using the slab technique where I 
challenge myself by rolling out extremely thin slabs (between 1/8”-1/4”) and fold 
the clay as if it were fabric or paper; but it has elasticity and feels like skin. I have 
documented the assortment of oxide stains and under glazes used on the 
surfaces. Some of the surfaces have a texture, which is smooth, or only slightly 
textured with fabrics; while others, such as in Cycles of Suffering, have a more  
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pronounced cloth-like texture created by pressing laces, fabrics, and hand-
carved wooden dowels onto the surface. The textured impressions are used 
partially for decorative purposes, but they also suggest abstracted Arabic script 
on some of the forms. 
The piece, There’s a Cloud in Our Tea, is an installation work, which is 
hung from the ceiling by hair-thin monofilaments to give the illusion that the 
pieces are floating, while creating an overall sense of volume. The threads also 
suggest rain coming from above the cloud. I have blown a small breath of air into 
many of these ceramic forms to increase their sense of volume, and as a more 
personal connection with the work.  
I believe that a certain piece will call for a certain medium, and I have 
chosen to work with several media in this exhibition. It is important for me to be 
versatile in my ability to incorporate different media: The skills and techniques I 
use from one medium carryover to the next. It can be a challenge to incorporate 
different media and still have a sense of cohesiveness within the body of work, 
but I embrace opportunities to work with various materials. 
From a design perspective the works present a strong use of repetition 
and rhythm through the use of many elements working together, but each 
sculpture is individual and unique. The placement of the installations range from 
lying on the floor, while rising up; suspended from the ceiling, while trickling 
down; and projecting from the wall. 
	 3		
INFLUENCES 
 
 
 
Numerous contemporary artists have inspired my current works, both 
conceptually and formally. Particularly notable among these are: Shahzia 
Sikander, Ai Wei Wei, El Anatsui, and Xiaojing Yan.  
 Shahzia Sikander originates from Pakistan, but she now lives in the United 
States. Through paintings, which evolve into animations, her works take on ideas 
of transformation. She aims to bring awareness to the idea that the “physical, 
emotional, geographical, cultural and psychological boundaries by which we 
define ourselves are flexible and porous” (Arnason 732). 
 Ai Wei Wei currently lives in Beijing, China. His works have involved 
bringing awareness to political and governmental injustices. He solicits 
assistance from thousands of people for the research and support of his art 
performances. In his work Remembrance, made up of 9,000 backpacks, he 
honored the children who died in the 2008 Sichuan earthquake. His art 
dramatically demonstrates how incredibly precious and fragile life is. 
 El Anatsui has spent most of his life in Nigeria where most of his works 
are created with the help of the community, often through youth outreach 
projects. His works honor West African artistic and cultural imagery, while making 
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strong statements about the harmful affects of consumerism on West African 
communities (Arnason 734). 
 Xiaojing Yan’s immigration from China to the United States has influenced 
the poetic depictions of her struggles with her cultural identity. Her elaborate 
installations fluctuate between graceful drawings and transparent sculptures.  
  
Historically, I have been drawn to Persian ceramic works, particularly the 
ceramic tiles used to decorate architecture. The repetition of the symbols and 
calligraphy engenders a feeling of movement and a calming effect. Many of the 
messages, written in Arabic, convey general ideas of peace, compassion, and 
unity. Many of these tiles are used to decorate public gathering spaces such as 
monuments, mihrabs, and mosques. They are meant to bring people together 
and to inspire with their text, brilliant colors, and intricate patterns (Frank 332). I 
admire the collaborative efforts where it took many artisans who created these 
timeless constructions. It took thousands of steady hands, divine creative visions, 
and mastery of clay bodies and glazes to build these inspiring works. 
Firing clay objects using wood as fuel has been a universal practice for 
millennia. Wood firing evolved into an art that required many hands working 
together to complete the process. This practice of working together as a 
community, using materials straight out of nature to create beautiful works, keeps 
me fascinated with ceramic art.  
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 Another historical influence is the oil painting Judith and Her Maidservant 
with the Head of Holofernes, completed in 1625 by the Baroque artist Artemisia 
Gentileschi. The painting depicts a scene from the Old Testament, where two 
women take action to save their community from a violent attempt to take over 
their village. Gentileschi painted two versions of this story, and in one of them 
she depicted herself as Judith (Frank 293). This theme of rising above 
oppression to support the community carries into my exhibition. 
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THE WORK 
 
 
 
CYCLES OF SUFFERING 
 
 
This is a mixed-media sculpture of over 100 ceramic forms, representing 
underwear that has been ripped, torn and buried in a pit of dirt. Each individual 
ceramic object, white stoneware, is approximately eight inches in length. The 
many individual elements come together to create a larger piece, measuring 
three feet high, with a circular radius of six feet.  
Sexual violence, oppression, and discrimination exist on a worldwide level. 
It is a cyclical occurrence played out in every culture, leading to more suffering, 
fear, and rage affecting both sexes. Whether it is rape, the sex trade, forced 
marriages, degradation, or lack of respect and trust, it is a source of immense 
misery. Some escape the misery, while others die.  
Malala Yousafzai made a trip to Nigeria in 2015 on the one-year 
anniversary of the abduction of 276 schoolgirls, to meet with parents of 
teenagers as well as the president of Nigeria. The girls had been kidnapped on 
April 15, 2014, from the Government Secondary School in the town of Chibok, 
Nigeria. The kidnappers, from the terrorist group Boko Haram, reported the girls 
were to be sold (at $12.50 US dollars a piece) as sex slaves and forced into 
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marriage with members of Boko Haram. The girls who escaped reported that 
they were raped every day, and disobedient girls were killed. The terrorist group 
has targeted schools since 2010, killing hundreds of students. This incident was 
one of the original influences for the installation piece, Cycles of Suffering. The 
idea is expressed by burying the ceramic underwear in a pit like structure; 
covered in dirt, appearing discarded, revealing horrific violence. 
 
 
 
 
 
Fig. 1. Cycles of Suffering, 2016. Ceramic, rocks, earth, 3’ x 7’ x7’  
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Fig. 2. Cycles of Suffering, detail l 
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Fig. 3. Cycles of Suffering, detail ll 
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Fig. 4. Cycles of Suffering, detail lll 
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PEACE-BUILDING WORK 
 
 
 
This work, which hangs approximately 8’ X 7’, is comprised of fabrics, 
charcoal, graphite, and ink relief-block printing. It represents a giant peace/prayer 
flag. Years of exposure to wind, rain and sun cause prayer flags to deteriorate; 
however, this piece was torn and shredded by hand. It is believed that the 
messages/intentions inscribed on the flags are carried by the wind and spread all 
over the world to assist all beings. 
The four portrait drawings honor the women who were jointly awarded the 
Nobel Peace Prize in 2011 and 2014. From left to right, the portraits are: Malala 
Yousafzai, awarded in 2014 for her “struggle against the suppression of children 
and young people and for the right of all children to education” (Nobel par.1); 
Lehmah Gbowee, Ellen Johnson Sirleaf, and Tawakkol Karman, were jointly 
awarded in 2011 “for their non-violent struggle for the safety of women and for 
women’s rights to full participation in peace building work” (Nobel par.1). The 
text, which is printed on the fabric, is a quote from Ellen Johnson Sirleaf, 
president of Liberia, the first female president in Africa. It says, “If your dreams 
do not scare you, they are not big enough.” The intention behind this quote 
encourages us to be open to new beginnings, moving beyond destructive 
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obstacles, to reach our goals. I believe this quote well represents all four of the 
women represented.  
Malala Yousafzai is one of my role models. She makes me want to 
enlarge my role in this world as an artist, a teacher, and as a friend. After having 
suffered an attack on her life by Taliban gunmen in 2012, she has continued her 
struggle and become a leading advocate of girls’ rights to an education. Much of 
the world’s population, especially in more impoverished countries, consists of 
children and young people. Malala said, "Peace in every home, every street, 
every village, every country – this is my dream. Education for every boy and 
every girl in the world.… To see each and every human being with a smile of 
happiness is my wish" (Yousafzai 313). 
Leymah Gbowee received the Nobel Peace Prize in 2011 for her work in 
leading a women’s peace movement that brought an end to the Second Liberian 
Civil War in 2003, which had led to a massive increase of rape and violence; and 
to stop this, Leymah brought together a huge group of Christian and Muslim 
women to stage a nonviolent protest until a peaceful resolution came. “Leymah 
demonstrated the power of social cohesion and relationship building in the face 
of political unrest and social turmoil” (Vincent par.6). 
Ellen Johnson Sirleaf, internationally known as Africa's "Iron Lady," is a 
leading promoter of peace, justice and democratic rule. In November 2005, she 
was elected President of Liberia and became the first woman to lead an African 
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nation. “In October 2007, President Johnson Sirleaf was award the Presidential 
Medal of Freedom, the United States' highest civil award, for her personal 
courage and unwavering commitment to expanding freedom and improving the 
lives of people in Liberia and across Africa” (Royen par.7). Tawakkol 
Karman was awarded the Nobel Peace Prize in 2011 ”in recognition of her work 
in nonviolent struggle for the safety of women and for women’s rights to full 
participation in peace-building work in Yemen” (Vincent par.2). Upon being 
awarded the prize, Tawakkol became the first Yemeni, the first Arab woman, and 
the second Muslim woman to win a Nobel Peace Prize. “A journalist by 
profession and human rights activist by nature, Tawakkol responded to the 
political instability and human rights abuses in Yemen by mobilizing others and 
reporting on injustices. In 2005, she founded the organization Women Journalists 
Without Chains, (WJWC) which advocates for rights and freedoms and provides 
media skills to journalists. In addition, the organization produces regular reports 
on human rights abuses in Yemen, documenting more than 50 cases of attacks 
and unfair sentences against newspapers and writers to date” (Vincent par.6). 
 From a political standpoint, I have chosen to represent these four women 
because of the changes they have been actively instrumental in making. 
Generally speaking, they confront issues of ending oppression to allow for 
human rights, equality and freedom. Their methods of outreach come through 
political avenues, the media, public speaking, organizing non-violent protests, 
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published books and journals, etc. I particularly chose these figures because they 
are women who were recognized with a Nobel peace prize and they come from 
countries that have recently experienced tremendous violent upheavals. I believe 
it is important for women to take an empowering role in the world, within our 
communities, and within our individual selves, to make change happen. They are 
incredible role models in proving that we can step out of helplessness and rise 
above it. While these women serve as personal role models for me, I know that 
through their work and words, they are actively making positive changes on a 
worldwide level. This is my effort to bring more awareness to their movement, in 
hopes to inspire others to make changes in their personal lives, or at least plant a 
seed of possibilities.   
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Fig. 5. Peace-Building Work, 2016, Fabric, charcoal, graphite, ink, 
8’ x 6’ x 8” 
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Fig. 6. Peace-Building Work, detail l 
 
	 17	
 
 
 
 
Fig. 7. Peace-Building Work, detail ll 
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Fig. 8. Peace-Building Work, detail lll 
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Fig. 9. Peace-Building Work, detail IV 
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THERE’S A CLOUD IN OUR TEA 
 
 
 
 
An installation, sculptural piece of over 200 ceramic forms that are suspended 
from the ceiling, with attached string and paper, are representational of tea bags. 
The entire piece as a whole takes on a form, which is intended to imitate a cloud. 
The paper attachments contain writings from individuals, expressing their 
personal intentions, ambitions or dreams.  
There is a Cloud in My Tea is a teaching from Thich Nhat Hanh, poet, 
calligraphy artist, and Vietnamese Buddhist monk, who was exiled during the 
Vietnam War for his efforts to find a peaceful solution to the violence. There is a 
Cloud in My Tea refers to the constant cycle of death and rebirth, the 
interconnectedness of everything on earth and its atmosphere: oceans, lakes, 
rivers evaporate into clouds, rain is a continuation of the cloud, which become 
bodies of water, that could eventually end up in a cup of tea. 
Our intentions inform our actions; our actions have an influence on other 
humans, animals, plants and all degrees of nature. Putting our intentions on 
paper is one way to empower them, one step towards manifestation of dreams. I 
have conjoined hundreds of personal intentions and dreams from the community 
in an effort to convey a power that exists in a community working together,
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encouraging and supporting each member. This piece symbolizes these ideas. 
This piece also honors Thich Nhat Hanh, a man who has dedicated his life to 
help thousands of people, from all races and spiritual beliefs to wake up and find 
peace. 
 
 
 
 
 
Fig. 10. There’s a Cloud in Our Tea, 2016, ceramic, graphite, string, paper, 
6’ x 11’ x 5’ 
 
	 22	
 
 
 
 
 
 
 
 
 
 
Fig. 11. There’s a Cloud in Our Tea, detail l 
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Fig. 12. There’s a Cloud in Our Tea, detail ll 	
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COMMUNITY 
 
 
 
Feeling a sense of connection with the community is extremely important 
to me as a person, as well as an artist. By gathering friends, acquaintances, and 
complete strangers to participate in my work, There’s a Cloud in Our Tea, I 
believe I have made one more step towards deepening our relationships by 
reminding others how truly connected we are. Members of the community played 
a part in the creation of the work, by writing down their personal intentions. They 
were also actively engaged while viewing the exhibition as they were invited to 
handle and read the papers attached to the ceramic teabags. While I was 
photographing the public interacting with this work, I enjoyed seeing people’s 
emotional responses and hearing their reactions. A variety of conversations 
developed as a result of what they read and how they related to it.  
Peace-building work is also symbolic of the power of a community working 
together. All four of the women in the portraits have gathered hundreds and 
thousands together to take steps towards creating a more fulfilling life. They, and 
those they have inspired, have been able to look beyond dissimilarities, such as 
religious, racial and sexual differences, to see each other as a community in 
search for freedom and equality. 
Cycles of Suffering acknowledges a large portion of the community. While 
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it references sexual violence, the work in conjunction with the exhibition as a 
whole, carries an intention to move beyond those areas of suffering. Almost 
everyone has been impacted by sexual violence, either directly or indirectly. This 
work is dedicated to anyone who has been affected, in hopes that he or she 
opens to new beginnings; replacing pain and disharmony with peace and joy.      
                           
  
 
Fig. 13. There’s a Cloud in Our Tea 
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Fig. 14. There’s a Cloud in Our Tea, detail lll 
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Fig. 15. There’s a Cloud in Our Tea, detail IV 
 
 
 
	 28	
SPIRITUALITY 
 
 
As humans, we have the tendency to reference or symbolize spiritual and 
psychological states as either dark or light. The high contrast of the lighting in this 
exhibition is intended to assist the viewer in contemplating this concept. The 
relatively dark room, with specific, minimal lighting, creates a mood, and 
hopefully directs the viewer to focus on what is light. A spiritual component 
resides within this exhibition, Opening. 
There’s a Cloud in Our Tea, is half dark, half light. The lighting creates 
shadows on the wall along with reflections on the floor, which together form 
another added dimension of the work: just as we have our own shadows and our 
own reflections within ourselves, and within our communities. In order to focus on 
a very specific light, some darkness is essential. For some, it may be 
uncomfortable to stand in a darker area, and so they are naturally inclined to 
move towards the light. There is also the sense of floating, weightlessness that 
emerges as a result of the lighting, as well as from the method of installing the 
work. The piece as a whole appears still, while suspended in air, but as the 
viewer approaches it, the work takes on a life or a spirit, as each individual 
teabag is in a constant state of subtle movement. Many of the written messages 
are about the community’s spiritual intentions. For example: To be of maximum 
service; To do the next right thing; To be a friend to myself.   
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Fig. 16 There’s a Cloud in Our Tea, detail V 
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Fig. 17 There’s a Cloud in Our Tea 
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Fig. 18 Cycles of Suffering, detail V 
 
 
In Cycles of Suffering, the content predominately references pain, and 
there is mostly darkness surrounding the work. The work itself is lit up, especially 
the one piece which seemingly floats, flies, or escapes by slightly moving, 
continuously turning into the light; it symbolizes a glimpse of hope. 
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Peace-Building Work also has a spiritual dimension. The work in its 
entirety, was originally inspired by a Buddhist ritual of hanging prayer flags which 
symbolically carry prayers as the wind passes through. The women all wear 
headdresses, two of the women wear them for their spiritual/religious 
associations. The reflected image also adds to experience, heightening a sense 
of mystery, creating another dimension, as the perceived realism is reduced to a 
more subtle representation.  
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Fig.19. Peace-Building Work 
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Fig. 20. Opening, view l, 2016 
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Fig. 21. Opening, view ll 
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